and thus the value-systems inscribed within, the dramatic locations they have infiltrated. This is in part because of the things they say; but it has also to do with their style of performance, and the relationship they establish with their plays' audiences.
The openings of 'reconstructed' theatres over the past two decades have focused both practitioners' and scholars' attentions on how the material conditions of the early modern theatres shaped the drama performed within them. Recent practitioners have remarked on how the open-air theatres, with their ambient lighting and their almost-bare, thrust stages, ask actors to move away from the 'naturalistic' performance tradition in which they have usually been trained. Scholars, meanwhile, have been inspired to re-think the ways in which original performance conditions, and perhaps in particular the relationship between players and playgoers they fostered, impacted on the meanings of early modern drama. 2 Less has been written, though, on how actor-audience dynamics affected plays' geographies. What I want to offer here, through a discussion of clowning in particular, are some thoughts on how early modern plays created such a capacious, and such a productive, dramatic geography. The first part of the essay examines the ways in which clowns, in part through a performance style that established an unusually intimate relationship with playgoers, extended plays' generic and spatial boundaries; the second part considers how other, related forms of theatrical selfconsciousness created a spatial 'doubling', similarly bringing the site of performance into conversation with the site performed.
In order to understand precisely how this 'doubling' operated, we need first to consider the ways in which the spatial codes of the early modern theatres drew upon native medieval traditions of stagecraft. As part of a wider attempt to re-think the boundaries between the 'medieval' and the 'early modern', a number of theatre scholars have recently stressed the extent to which early modern drama was shaped not only by classical sources (Seneca, Plautus) but also medieval forebears. 3 As critics point out, religious cycle plays usually deemed 'medieval' continued to be performed until the 1580s in certain parts of the country, and had a significant influence on the dramaturgy and the plot structures of plays that held the stage in the decades following the establishment of purpose-built playhouses in London.
There are particularly important overlaps in performance styles and player-playgoer interactions. Medieval theatre often works by establishing a meaningful relationship between the locus (that is, the fictional world established by the play) and the platea (the scaffold, or more broadly the site of performance). The Towneley Second Shepherds' Play, for example, begins by staging the adventures of Mak, a sheep-stealer who operates in what appears to be a Yorkshire contemporary with the play's performance, but then transfers its action to Bethlehem to present the scene of Christ's nativity, and it does so in order to draw parallels between the action staged in these two temporal and spatial locations. Rather more straightforwardly, medieval drama disrupts any sense that the action it presents takes place in a fully fictionalised world (or behind a 'fourth wall') by having its characters address playgoers directly. An especially close relationship with the audience is established by the Vice-figures of morality drama, who not only move among the audience in a literal sense, but also tempt that audience to share with them a perspective on the play's action. In Mankind, for example, the Vices insist on the primacy of the body over and above spiritual detachment, and offer comic material which tempts playgoers to join them in laughing at authority figures who would advocate such detachment.
It is these Vice-figures who anticipate early modern clowns. While clowns are by no means the only early modern players capable of speaking directly to playgoers, they strike up an especially intimate rapport with their audiences, in part through a style of performance that differs subtly from that employed by their fellow actors. It is impossible to be precise about early modern acting styles in commercial theatres: such styles were in flux between 1567 (the opening of the Red Lion) and 1642 (the closing of the theatres), and professional players would doubtless also have adapted their styles to the theatrical spaces within which they performed, with the more intimate indoor theatres perhaps inspiring a less gestural style of acting than the large open-air amphitheatres; players would also, we can assume, have varied their modes of performance within plays according to the particular effect being sought. 4 But when considering early modern clowning, it is still helpful to make a distinction between 'presentational' acting, in which the actor shows off his skill as an actor, and 'presents' his character to an audience of which he is aware, and 'representational' acting (or what early modern practitioners called 'personation'), in which the actor more fully 'inhabits' the character they are playing. Clowns typically operate within the 'presentational' tradition.
Hamlet famously complains that clowns will tend to say more than is 'set down for them' (3.2.37), and they do so because they are especially adept at moving between locus and platea, between the fictional world and the site of performance, and are thus able to react to events taking place in the latter that have no direct bearing on the former. 5 As a result, those watching a clown would be unusually aware that they were looking at a theatre. There is contemporary evidence to support such a claim. Recording his experience of watching Shakespeare's The Winter's Tale, and more specifically the clown-figure Autolycus, the early modern theatregoer Simon Forman wrote: 'Remember also the Rog [i.e. rogue] that cam in all tottered like coll pixci'. As Bruce Smith points out, the scene Forman is recalling presents an outdoor space (pastoral Bohemia), and yet Forman's words 'came in' suggest that he saw Autolycus walk through a stage door. This is, as Smith remarks, is a perfectly comprehensible way of 'reading' the play's location: 'the script calls for a stage clown doing one of his routines as much as it does for a fictional character claiming his place in the story'. 6 Smith calls Autolycus a 'man of shifts' in the sense that he is 'a man of motion'. 7 But he is also, like other clowns, a man of shifts in his ability to move between the two coterminous spaces that Robert Weimann would call the 'world-in-the-play' and the 'playing-in-the-world'; 8 and in this respect, Autolycus harks back to the kinds of clowns who appeared within the early years of the commercial theatres in Elizabethan England, and whose impact on later clowns is rarely analysed by theatre historians. One of these neglected figures, who features in the dramatic romance Clyomon and Clamydes (a Queen's Men play probably first performed in the early 1580s), is actually called 'Subtle Shift'. Like the Vices of morality dramas, Shift frequently addresses playgoers directly; more than this, in fact, he seems to watch the play with us. 9 Also like the Vices, Shift complicates, from the play's margins, the ideological 'message' being conveyed at its centre. At different times serving both Sir Clyomon and Sir Clamydes (the drama's two chivalric heroes), he speaks from a less elevated perspective than the play's romance characters, and offers a counterpoint to the militaristic chivalric ethic they articulate. More specifically, Shift holds up a parodic mirror to romance-matter: where travel confers nobility for figures like Clyomon and Clamydes, for the more corporeally-minded Shift it detracts from sexual appetite. 'But I am so weary, sometimes with ryding, sometimes with running, /And other times going a foote', he complains to the audience, 'That when I come to my lodging at night, to bring me a woman it is no boote' (1247-9). 10 Such moments expand the locational scope of Clyomon and Clamydes in that Shift, by directly addressing playgoers, pulls the platea-space into focus; and in a related manner, they expand the play's generic boundaries -Shift's body-centred approach moves romance towards the picaresque. Bridget Escolme has argued that the early modern clown does not have 'to "come out of character" to talk to us [because] he appears not to know which is the world of fiction, which the world of the play' (by the latter Escolme refers to what Weimann would call the 'playing-in-the-world). 11 I would want to put the matter slightly differently. Characters like Shift, I would suggest, know what they are doing: their movements into the platea deliberately challenge the genericand therefore the ideologicalcentre of the plays in which they operate. 12 By the 1590s, clowns such as Shift were beginning to go out fashion. But they had not entirely disappeared. Near the opening of Thomas Kyd's Soliman and Perseda (1588-91), a play set across Rhodes and Constantinople, the clown-servant Piston is asked by his master to find a lost chain; Piston, who, like other clowns of his ilk, dislikes work of any kind, decides further to outsource the task to the town-crier. In the dispute that follows, the action is pulled away from the Mediterranean of the play's setting and towards the London of its performance.
Pist.
Come, sirra, let me see how finely youle cry this chaine.
Cry.
Why what was it worth?
Pist.
It was woorth more, then thou and all thy kin are worth,
Cry.
It may be so; but what must he haue that findes it?
Pist.
Why a hundred Crownes.
Cry.
Why then ile haue ten for the crying it.
Pist. Ten Crownes? And had but six pence,
For crying a little wench of thirty years old & vpwards,
That had lost her selfe betwixt a tauerne & a baw die house.
Cry.
I that was a wench, and this is Golde, Shee was poore, but this is rich.
Pist. Why then by this reckoning, a Hackneyman
Should haue ten shillings for horsing a Gentlewoman,
Where he hath but ten pence of a begger.
Cry.
VVhy and reason good, Let them paie that best may,
As the Lawyers vse their rich Clyents, VVhen they let the poore goe vnder Forma pauperis.
( Harris's term, call 'untimely': one tradition of drama can be seen underneath another. 18 Or to look at it another way, the 'appearance' of Kemp in Travels reminds us that the spirit of the period's most famous clown did not leave the early modern playhouses with his body: even in the Jacobean period, drama refused to be entirely hedged in by the generic and spatial Clowns are frequently involved in such momentssomething that is perhaps unsurprising when we consider that the stock figure on which playwrights drew when staging apostates was the 'ambidexter'. This is a comic figure who specialises in exchanging masters The episode obliquely echoes Cleopatra's description of the night she wore Antony's 'sword Philippan' (2.5.23), 26 but it more directly recalls a scene in which, as here, a clown teases an apostate: in Soliman and Perseda, pitying the recently converted Basilisco for having been 'hurt before' (circumcised/castrated), Piston suggests that he keep 'an eye to the back dore' (4.2.51-3). 27 One dramatic conversion narrative is, it seems, being structured through another.
Harry Berger, Jr. has observed that 'Theater stages theatricality … by inscribing the structure of theatrical relations within the dramatic fictions it stages'. In this way, he suggests, 'a kind of map of its structure, its history, and its internal and external relations is inscribed in theater's metadiscourse, or in a discourse of metatheater that quickly becomes part of its repertoire of conventions'. 28 The conversion scenes of Mediterranean drama also seem, on occasion, to glance at their own commercial viability, thus again pulling the theatre into focus. Playing companies and playwrights, sensitive to the popularity of, in particular, Marlowe's two-part Tamburlaine (1587-8), were keen to cash in on playgoers' desires for dramas set in exotic locations and featuring fancily-clad charactersthe kinds of dramas in which we find conversion narratives; 30 and Soliman and Perseda, a play that is very much in the shadow of Tamburlaine, indirectly comments on its costumes' commercial appeal. 31 34 He then reels off comically misremembered chunks of
The Spanish Tragedy's opening. While dressed exotically, it seems, the clown feels himself to be on stage, and 'in' a play known for its staginess. Clem's co-character Goodlack even congratulates the clown-apprentice on his theatrical performance: 'Oh, well done, Clem!' (I.5.1.116). I have suggested that clown-figures often remain decidedly 'in the theatre' while also participating in their plays' fictional worlds. Clem offers a slight variation on this phenomenon: he slides, at least partially and temporarily, into a different early modern play. 35 The exotic costumes of these dramas point, then, in two directions: towards the loci those costumes help evoke, and towards the platea on which the loci are staged. Daniel
Vitkus calls Clem's castration 'a comic moment that literalizes English anxieties about the effemination that would allegedly result from contact with Islamic culture', thus stressing its connection to the realities of the Mediterranean world. 36 But episodes like this also look inward, escaping the cultural moorings of their notional settings in order to reflect on the practice of the playhouse itself. The clowning of these plays offers one indication, I would suggest, of the early modern stage's highly fluid spatial grammar. Flexible in its performance styles, drawing upon and negotiating different theatrical traditions, and consistently interested in its own presentational strategies as well as in the geographical spaces it presents, early modern drama creates a sense of location which is malleable, porous and capacious.
How does this spatial grammar inform the plays' wider meanings? I would like to close by making one suggestion in this area. John Gillies has written influentially about how Shakespearean drama, in common with the drama of his contemporaries, establishes a 'geography of difference'. 37 There is a great deal of truth in this argument: cultural geographers and anthropologists have long been alert to what Denis Cosgrove dubbed the 'distance decay function', a process through which a culture, assuming itself to be at the centre of the world and thus the site of 'correct' behaviour, fashions the rest of the world in a series of concentric circles that become more 'barbaric' as they radiate out. 38 But the kinds of dramaturgical operations I have been describing surely complicate this dynamic: a 'geography of difference' may be inscribed in poetry or prose; it may also operate in certain kinds of theatre. But can it really be established through a mode of performance which continually brings 'there' into conjunction with 'here'? It seems to me that clowningwhich effects interwoven locational and generic complications that undermine, or at least offer an alternative to, a play's dominant perspectiveprevents the dramas in which it occurs from fashioning geographies whose meanings depend on strict boundaries. Clowns simply refuse to take the required differentiations seriously; their movement across different kinds of spaces can be read as a political act that undermines ideologies based on clear differentiations. There
